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furious championship of Robert Franz may, perhaps 
TH E M US I CAL TI M ES be understood by those who sympathise with a 

generous enthusiasm * but he must have been very 
AND SINGING-CLASS CIRCULAR. far gone quite out of himself as I have known 

MAY I I89I. him when he proceeded to assert, or insinuate, all manner of unworthy things against former colleagues, 
once favoured with his friendship, and not then 

MR. PROUT AND "THE CRITICS" thoughtsoutterlydespicable. Thetaskisscarcelya * pleasant one, but I must give the reader some idea 
A FEW weeks ago the Orchestral Committee of the of what presumably Mr. Prout deems to be arguments 

Birmingham Festival announced that the next per- in the case. 
formance of " The Messiah " under their auspices In the matter of epithets, and so forth, Mr. Prout 
would not be conducted by Hans Richter. This is strong. Here are some of those he uses as 
brought to the mind of "a certain section of the applicable to the critics: " clamorous," " dumb 
press " the conditions under which Handel's master- dogs," " pack " (in the sense of Webster's definition: 
piece has been given since the Viennese chef d'orchestre " A number of hounds or dogs, hunting or kept 
succeededtothe baton ofthelateSirMichael Costa, together"),"yelping,""scandal,""wanton insult." 
and so. raised the whole question of Robert Franz's From these examples it would appear that, amid all 
version as against that usually adopted in England. his gentler studies, Mr. Prout has not omitted to 
Some of the critics who protested against the intro- qualify in rhetorical Billingsgate. But " hard words 
duction of Handelplxs Franz when the change was break no bones," and I pass on to charges and 
made, not unnaturally renewed their expressions of insinuations:- 
dissatisfaction, using such terms as " meddling and I. Insinuation that the critics did not attend the 
muddling," " impertinence," and bringing Handel performance of the Handel-Franz's " Messiah " at 
" up to date." In this there was nothing of a startling Birmingham: " How many of them heard Franz's 
character. The opinions expressed, and the words arrangement of ' The Messiah ' when it was given at 
employed, re-appeared as but echoes of an old contro- Birmingham, and how many of them took the oppor- 
versy, which, to the best of my recollection, began, tunity of the performance of so familiar a work to get 
continued, and ended in a proper spirit at any rate, a little well-earned rest in the middle of their arduous 
without explosions of unseemly and unnecessary labours? " 
anger. II. Insinuation that, not having heard the per- 

At that time, I believe, Mr. Ebenezer Prout was formance, the critics pronounced judgment without 
actively engaged in musical criticism, and, no doubt, comparing the Franz version with that in general 
stated his views on the matter at issue with cus- use: " If they did not hear it, how many have taken 
tomary point and decision. What those views were the trouble to collate Mozart's and Franz's scores ? " 
I am, from personal knowledge, unable to say; but, III. Charge of inconsistency: " What is the cause 
inferentially, the acceptance of Franz's edition at of this sudden outburst of zeal for the purity of 
Birmingham met with cordial approval. From that Handel's text on the part of critics, not one of whom, 
time till a short while since Mr. Prout seems to so far as I know, has ever uttered a word of protest 
have l)een oppressed by a growing weight of indigna- against the atrocious distortions of Handel's music 
tion against those who have the misfortune to diSer which Costa used to perpetrate at every Handel 
from him. So undesirable a state was not, how- Festival ? " 
ever, suspected. Some of the critics, who could not IV. Charge of wantonly insulting Franz: " It is 
forget an old colleague, one of the ablest and, I not at all surprising that the Germans should think 
should say, the most erudite of their band, us an unmusical nation when they see such wanton 
followed Mr. Prout into comparative retirement insults publicly offered to one of their greatest 
with all sympathy and good wishes. They pictured artists." 
him in the quiet and seclusion of his study, preparing The insinuations and charges, based on feeling 
masterly treatises on musical theory, propounding rather than fact, which figure in this pretty little 
exercises, and, with touching regard for human indictment, Mr. Prout himself, when not in a state 
weakness, working them in benevolent supplements. of "deep indignation," would hardly expect me to 
No well-regulated mind could feel anything but answer, and I shall notice only a single state- 
pleasure in the contemplation of such a spectacle, ment. Referringtothe Costameddlingandmuddling, 
but, alas ! the actual conditions were not as fondly Mr. Prout observes: " I believe none of these gentle- 
imagined. In the recesses of Mr. Prout's breast were men ever lifted his voice in indignant protest." Here, 
all the materials of a terrific explosion. As Mr. at least, is something deEnite, capable of proof or 
Sergeant Buzfuz figurativelyremarked in the memor- disproof, and as I am very sure that Mr. Prout's " I 
able trial of Bardell sesslfs Pickwick, "The train was believe" stands for a vague impression, he may be 
laid, the mine was preparing; the sapper and miner interested to read the following extract from the 
was at work." The spark came from the critics and Daily Telegrath of Thursday, June z5, I875. It 
Mr. Prout blew up. refers to a Handel Festival performance under Costa: 

My friend describes himself as, at that moment, " The ' Dead March ' might with advantage have been 
the subject of "deep indignation." But somehow- rendered more in accordance with Handel's original 
perhaps because " Still waters run deep ' comes to idea. Far too much brass was employed, and here 
mind the quoted words suggest a state of feeling letusaddthatthesameremarkappliestomostofthe 
intense but repressed, and the more intense because choruses, some of which were quite disfigured by the 
repressed. I would rather qualify Mr. Prouts in- preponderanceoftrombonesandtrumpets. Moreover, 
dignation as boiling, since it has run seething and the brass was so liberally used in doubling the voice 
steaming over nine and a half columns of the parts that the ear grew as weary of it as the eye 
Mo1zthly Mllsical Record. But I do not attach so would of looking at a picture blazing with vermilion, 
much inzportance to the space covered as to the and no ordinary relief came when the voices were 
quality of the ebullient temper. That is most extra- allowed to run alone. Handel, however, has been 
ordinary, and many a reader of the journal just fair game for 'additional accompaniment' writers 
mentioned must have wondered that so much anger these many years, and there is no reason to be 
should be found in a " celestial mind.' Mr. Prout's ) surprised at anything he suffers." This extract is but 
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a sample of others which Mr. Prout may have the 
satisfaction of discovering for himself by searching 
the files of journals wherein a mysterious Providence 
permits those to write with whom he does not agree. 
It proves at least that one of the " dumb dogs " knew 
how to bark. Mr. Prout may object, in his present 
temper, that the criticism is not indignant (i.e., 
abusive) enough. Perhaps so, but in I875 the 
unfortunate scribe had not the advantage of Mr. 
Prout's vocabulary, which would have supplied him 
with the following elegant example: " the ' Costa- 
monger' version of ' The Messiah,' with its senseless 
and vulgar additions of brass." Here I dismiss the 
personal part of the case, being more sorrowful than 
angry that a man so estimable as Mr. Prout, and one 
so well armed at all points for musical controversy 
should condescend to indiscriminate mud-throwing 

With regard to the critical part of Mr. Prout's 
paper in the MowltAly Mtlsical Record, it is, as far as I 
am personally concerned, necessary to lay down a 
very deEnite position. My friend argues as though 
the attack of the critics on Franz were caused by 
llis alterations in Mozart's score. That may be in 
some cases, for aught I know, but, as a matter of prin- 
ciple, I have no objection to one additional accom- 
panist meddling with another. Indeed, seeing that I 
entertain a rooted dislike of the whole tribe, their 
mutual interference is adapted to afford me the grim 
satisfaction which honest men feel when rogues fall 
outO But though, in point of principle, I have no 
quarrel with anybody who thinks he can improve the 
Mozart accompaniments, I may very seriously ques- 
tion his good taste, and, also, the expediency of his 
action. My ideas are, no doubt, quite primitive and 
old-fashioned, not at all "up to date,5) but it seems 
to me that a man who corrects Mozart assumes a 
superiority to Mozart, which needs to be very closely 
investigated and amply demonstrated before accept- 
ance. On the subject of expediency, I have a strong 
impression that, unless the changes made are of 
great and striking utility, it is not desirable to confuse 
the public with conflicting versions, especially in the 
case of a work which, like " The Messiah," is of great 
popularity. That is all I have to say in the matter 
of Franz verslzs Mozart, and, therefore, a good part 
of Mr. Prout's criticism must be answered by others 
not by me. My grievance is with Franz verslls 
Handel, and to that section of the general theme I 
shall confine myself. 

Another remark in the nature of a preliminary 
iS requ1site here. There are two ways of writing 
additional accompaniments. One is to leave the 
original score absolutely untouched, and to add no 
}r,ore than may be needful to its completion according 
to the means and usage of the time when it was 
colmposed. In certain exceptional cases some such 
reverent process as this appears to be necessary, at 
any rate to the end of public performance, and, con- 
sidering its unusually meagre score, and the fact 
very rightly indicated by Mr. Prout, that instruments 
not in the score were employed under Handel him- 
self, I admit that "The Messiah" is such an excep- 
tion, doing so, however, without prejudice to the 
general principle that the integrity of a master's 
urork should be respected. The second method 
of putting in additional accompaniments involves 
changes in the original and additions which have 
their origin in the operator's own fancy without 
reference to the composer. This I regard as wholly 
obJectionable and indefensible. This I am prepared 
to qualify as " impertinence " and as " meddling 
and muddling.' Keeping both processes in view, I 
now propose to follow Mr. Prout through his remarks 
vIpon the Franz edition. 

I am entitled to call Mr. Prout himself as a witness 

against the Franz edition, for, with commendable 
candour and fairness, he points out features to him 
objectionable. These are- 

I. The silence of the organ where Handel intended 
it should play with the voices, and the frequent sub- 
stitution of oboes and bassoons. Mr. Prout regards 
this as a " grave error of judgment." I prefer to call 
it impertinence. 

I I . The adoption of the arrangement by which 
Mozart assigned certain portions of three choruses 
to solo voices. Mr. Prout observes, " It is a pity 
that Franz did not boldly restore Handel's original," 
and I agree with him . H appily, English usage in 
this case ignores Mozart and Franz alike. 

The foregoing are Mr. Prout's main objections to 
the Franz edition, and now I take other instances 
which he seeks to excuse or justify. 

I. Franz has arranged the whole of the recitatives 
for string quartet, though admitting that the use of a 
pianoforte is preferable where convenient. Mr.&Prout 
observes: " Surely, where no pianoforte is available 
a soft accompaniment for strings is preferable to the 
melancholy scrape of the violoncello and grunt of 
the double bass, which have become traditional in 
this country." But when and where is a pianoforte 
not available ? The instrument is common enough, 
in good sooth, and need not be a space-consuming 
" grand." As for the alleged superiority of the string 
quartet to the " melancholy scrape," &c., that is not 
to the point. Both needlessly violate Handel's 
intention. Here it may be added that, at the Albert 
Hall, certain of the recitatives, which require sus- 
tained chords, are accompanied on the organ. This is, 
at any rate, more Handelian than use of the strings. 

I I . The harmonies in Handel's cadences were 
meant to be filled up by the harpsichord; Franz 
substitutes clarinets and bassoons. Anticipating a 
charge of monotony, Mr. Prout contends that the 
monotony of clarinets and bassoons is not more 
obj ectionable than that of the harpsichord. I am 
not concerned with the comparison. It is enough for 
me that Handel preferred the harpsichord. 

III. In " Rejoice greatly " there are many passages, 
not cadences, the harmonies of which were intended 
to be Elled up by the harpsichord; Franz uses, 
instead, strings, clarinets, bassoons, and horns. Mr. 
Prout supports this, urging that employment of the 
wind-instruments " enables the arranger to follow 
the composer in obtaining contrasts of tone-colour 
between the parts which were and were not accom- 
panied by strings, though, of course, the colour of the 
wind diffJers entirely from that of the harpsichord." 
Precisely, and I would add that if, as is here claimed, 
there be any merit in following the composer, why 
not follow him more completely and secure the 
contrast he approved ? 

IV. At the end of " Rejoice greatly" Franz has 
introduced a cadenza for the voice. Mr. Prout 
confesses that he does not like it, but urges in extenua- 
tion that Franz speaks of this extraordinary addition 
as optional. Happily, the entire version is optional. 

V. Handel left a solemn and touchinz silence in 
" He was despised," immediately before the unaccom- 
panied voice enters with the words " He was depised, 
rejected." This was, in an evil moment, filled up by 
Mozart, but in a manner as little offensive as possible, 
that is to say, by simply repeating the tonic chord, 
which repet1tion Mr. Prout calls " meaningless." 
Objectionable it certainly is, but what has Franz 
done ? He has Elled up the expressive gap by antici- 
pating the phrase immediately to be sung by the 
voice! AIr. Prout says: " It certainly vould have 
been better to have restored Handel." I go so far as 
to count Franz's procedure among examples of 
" meddling and muddling." 
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The foregoing are all the points in e Handel 
zersvs Franz which Mr. Prout touches upon in the 
course of his long disquisition upon Franz 7>euoss 
Mozart. I hardly need tell musical readers that they 
are not the only ones availalDle for my present purpose. 
Thus, Franz has assigned " But who may abide " to 
a bass, although written for a contralto. Franz has 
given "Then shall thine eyes" and " He shall feed 
his flock " to a soprano, thus following the indications 
of Handel's ISrst score, whereas in the Dublin score 
(of later date) it is found that Handel transposed 
them a fourth lower for a contralto. "Behold and 
see," witll the solos immediately following, are allotted 
by Franz to a soprano. Handel wrote them for a 
tenor. Upon these points, and cognate matters, 
readers may consult an article (not from my pen) 
which appeared in THE MUSICAL 1 IMES for December 
I885, under the heading " Handel's ' Messiah.' " 

Enough has been said to prove that Franz's 
additional accompaniments belong to the second of 
the two categories into which all such things may be 
divided that is to say, the distinguished German 
musician has not preserved the integrity of his 
illustrious predecessor's original, and has availed 
himself of the suggestions of his own fancy, as in the 
striking case of the destroyed silence in " He was 
despised." This is enough for me. Let Franz have 
all possible credit where he has done anything to 
lestore the simplicity of the Handelian text, but there 
can be no set-off against his gratuitous alterations. 
On these ,:,rounds I cannot accept the Franz edition, 
and if I had any influence in the musical world I 
should, while sorry to diSer from a man whose judg- 
ment I respect, endeavour to counteract the influence 
of Mr. Prout. 

See now where " The Messiah " stands as the 
result of so much meddling. A1! is muddle. We 
llave the so-called WIozart score, with which other 
and less gifted hands have been busy in the absence 
<)f an authentic copy. Next we have what may be 
called the English performing version, which does 
not accept the whole of Mozart's additions. Next 
there is the " Costa-monger version," not yet entirely 
discarded, I believe. Lastly comes Franz with his 
edition. Under these distracting circumstances, who 
will refuse to lament with me that the great com- 
poser left behind him a score so thin and meagre 
that, if the work must be performed, some filling up 
becomes a necessity ? 

One word in conclusion. I have reached a time of 
life when the vanity, the barrenness of controversy 
as of many other things, becomes evident. But being 
directly asked to make reply to Mr. Prout, and 
indirectly urged thereto by carefully marked copies of 
his article forwarded by unknown hands, I could not 
well refuse. Moreover, and notwithstanding Mr. 
Prout's invective, something was due to my friend on 
the other side, whom I could not bear to see always 
before me in the form of a note of interrogation. I 
have endeavoured to handle the matter temperately, 
from my own personal standpoint, leaving others 
who may be concerned to do the same, if it so please 
them. Anyhow, having asserted the faith that is in 
me, I have done. J OSEPH BENNETT. 

EXETER HALL. 
MUSICIANS, like members of other branches of the 

community, are too much in the habit of taking things 
for granted. A vast number of the present generation 
of amateurs are blissfully ignorant of the past history 
of Exeter Hall, and have never realised that in the 
very heart of London the great home of Oratorio Con- 
certs is, and has been for many years, left desolate. 

The foregoing are all the points in e Handel 
zersvs Franz which Mr. Prout touches upon in the 
course of his long disquisition upon Franz 7>euoss 
Mozart. I hardly need tell musical readers that they 
are not the only ones availalDle for my present purpose. 
Thus, Franz has assigned " But who may abide " to 
a bass, although written for a contralto. Franz has 
given "Then shall thine eyes" and " He shall feed 
his flock " to a soprano, thus following the indications 
of Handel's ISrst score, whereas in the Dublin score 
(of later date) it is found that Handel transposed 
them a fourth lower for a contralto. "Behold and 
see," witll the solos immediately following, are allotted 
by Franz to a soprano. Handel wrote them for a 
tenor. Upon these points, and cognate matters, 
readers may consult an article (not from my pen) 
which appeared in THE MUSICAL 1 IMES for December 
I885, under the heading " Handel's ' Messiah.' " 

Enough has been said to prove that Franz's 
additional accompaniments belong to the second of 
the two categories into which all such things may be 
divided that is to say, the distinguished German 
musician has not preserved the integrity of his 
illustrious predecessor's original, and has availed 
himself of the suggestions of his own fancy, as in the 
striking case of the destroyed silence in " He was 
despised." This is enough for me. Let Franz have 
all possible credit where he has done anything to 
lestore the simplicity of the Handelian text, but there 
can be no set-off against his gratuitous alterations. 
On these ,:,rounds I cannot accept the Franz edition, 
and if I had any influence in the musical world I 
should, while sorry to diSer from a man whose judg- 
ment I respect, endeavour to counteract the influence 
of Mr. Prout. 

See now where " The Messiah " stands as the 
result of so much meddling. A1! is muddle. We 
llave the so-called WIozart score, with which other 
and less gifted hands have been busy in the absence 
<)f an authentic copy. Next we have what may be 
called the English performing version, which does 
not accept the whole of Mozart's additions. Next 
there is the " Costa-monger version," not yet entirely 
discarded, I believe. Lastly comes Franz with his 
edition. Under these distracting circumstances, who 
will refuse to lament with me that the great com- 
poser left behind him a score so thin and meagre 
that, if the work must be performed, some filling up 
becomes a necessity ? 

One word in conclusion. I have reached a time of 
life when the vanity, the barrenness of controversy 
as of many other things, becomes evident. But being 
directly asked to make reply to Mr. Prout, and 
indirectly urged thereto by carefully marked copies of 
his article forwarded by unknown hands, I could not 
well refuse. Moreover, and notwithstanding Mr. 
Prout's invective, something was due to my friend on 
the other side, whom I could not bear to see always 
before me in the form of a note of interrogation. I 
have endeavoured to handle the matter temperately, 
from my own personal standpoint, leaving others 
who may be concerned to do the same, if it so please 
them. Anyhow, having asserted the faith that is in 
me, I have done. J OSEPH BENNETT. 

EXETER HALL. 
MUSICIANS, like members of other branches of the 

community, are too much in the habit of taking things 
for granted. A vast number of the present generation 
of amateurs are blissfully ignorant of the past history 
of Exeter Hall, and have never realised that in the 
very heart of London the great home of Oratorio Con- 
certs is, and has been for many years, left desolate. 

The letter of Mr.J. S. Curwen, in the Delily C1zzozlicle of 
the 4th ult., will have come upon them in the light of 
a revelation. With a temperateness and gentleness 
which we can hardly hope to emulate, Mr. Curwen 
tells the "melancholy story" of Exeter Hall music 
since the Young Men's Christian Association took 
over the place. For the benefit of those who may 
not have seen the letter we quote the following 
passage:- 

"When they [the Y.M.C.A. entered, the Sacred 
Harmonic Society was evicted (even though it had 
paid its rent), and it suffered a slow death from 
privation and neglect at St. James's SIall. Concerts 
were tabooed, Oratorios, along with political meet- 
ings, were prohibited in the trust deed. Mr. Sankey 
was the only soloist allowed to sing in the hall; and 
walls, which had vibrated to the tones of Sims Reeves 
and Clara Novello, echoed the musical poverty of the 
' Sacred songs and solos.' The whole change was 
due to the remarkable position taken up by the 
trustees, who, having purchased the building, leased 
it to the Young Men's Christian Association. These 
gentlemen asserted that the singing of Scripture at 
Oratorios, if not bad in essence, was at least bad in 
practice, because, as they considered, the lives of the 
singers did not reflect the sentiments they uttered. 
Therefore Oratorios must be put down. What a 
curious result was thus reached ! Secular music was 
unobjectionable to these religious men, it was only to 
sacred music that they objected. And again, they 
allowed sacred music of a low class, and vetoed that 
of a high class. Sankey and Bliss passed muster; 
Handel and Mendelssohn were pulled up short. 
Surely a more inconsistent position was never 
assumed by public men !" 

The story is more than melancholy, it is well-nigh 
incredible; but pity 'tis, 'tis true. The force of Puri- 
tanical Pharisaism can no farther go. For it amounts 
to this, that the trustees of Exeter Hall commit them- 
selves to the declaration that the characters of our 
oratorio singers wili not bear as strict an investigation 
as those of the Hallelujah lads and lasses of Exeter 
Hall. Such an attitude, as Mr. Curwen puts it, is a 
caricatured Puritanism. This aggressive monopoly 
of virtue is purely Pecksniffian. " I assert," he says, 
and most, if not all our readers will endorse his 
remark, " that the great majority [of our public 
singers] are perfectly fit in character and conduct to 
lead our thoughts and emotions through the narra- 
tives of the Scriptures." 

The situation is practically this: that the mission 
of music is recognised everywhere except at Exeter 
Hall, and that one of the most central and com- 
modious Concert-rooms in London is simply wasted. 
The Exeter Hall trustees stand practically alone in 
their attitude. "The churches," to quote again from 
Mr. Curwen, " have welcomed back the Oratorio to its 
birthplace; musical talent of all kinds is pressed into 
the service of religion and of social temperance and 
humane effort." Sacred music plays a prominent 
part in all mission services, whether organised by 
clergymen of the Church of England or Noncon- 
formist ministers. But the trustees think otherwise 
and it comes to this, that a tune profaned by the 
vulgarest secular associations may, if linked to sacred 
words after the manner of the Salvation Army, be 
sung in Exeter Hall, while the doors would be closed 
on an artist of as blameless a life as Jenny Lind 
were a hearing claimed for her in the "Elijah" or 
" Messiah." 

Happily signs are not wanting of a disposition to 
move with the times on the part of the trustees. 
During the past winter Organ Recitals have been held 
on Saturday evenings since Christmas, and although 
the audiences have been of modest dimensions they 

The letter of Mr.J. S. Curwen, in the Delily C1zzozlicle of 
the 4th ult., will have come upon them in the light of 
a revelation. With a temperateness and gentleness 
which we can hardly hope to emulate, Mr. Curwen 
tells the "melancholy story" of Exeter Hall music 
since the Young Men's Christian Association took 
over the place. For the benefit of those who may 
not have seen the letter we quote the following 
passage:- 

"When they [the Y.M.C.A. entered, the Sacred 
Harmonic Society was evicted (even though it had 
paid its rent), and it suffered a slow death from 
privation and neglect at St. James's SIall. Concerts 
were tabooed, Oratorios, along with political meet- 
ings, were prohibited in the trust deed. Mr. Sankey 
was the only soloist allowed to sing in the hall; and 
walls, which had vibrated to the tones of Sims Reeves 
and Clara Novello, echoed the musical poverty of the 
' Sacred songs and solos.' The whole change was 
due to the remarkable position taken up by the 
trustees, who, having purchased the building, leased 
it to the Young Men's Christian Association. These 
gentlemen asserted that the singing of Scripture at 
Oratorios, if not bad in essence, was at least bad in 
practice, because, as they considered, the lives of the 
singers did not reflect the sentiments they uttered. 
Therefore Oratorios must be put down. What a 
curious result was thus reached ! Secular music was 
unobjectionable to these religious men, it was only to 
sacred music that they objected. And again, they 
allowed sacred music of a low class, and vetoed that 
of a high class. Sankey and Bliss passed muster; 
Handel and Mendelssohn were pulled up short. 
Surely a more inconsistent position was never 
assumed by public men !" 

The story is more than melancholy, it is well-nigh 
incredible; but pity 'tis, 'tis true. The force of Puri- 
tanical Pharisaism can no farther go. For it amounts 
to this, that the trustees of Exeter Hall commit them- 
selves to the declaration that the characters of our 
oratorio singers wili not bear as strict an investigation 
as those of the Hallelujah lads and lasses of Exeter 
Hall. Such an attitude, as Mr. Curwen puts it, is a 
caricatured Puritanism. This aggressive monopoly 
of virtue is purely Pecksniffian. " I assert," he says, 
and most, if not all our readers will endorse his 
remark, " that the great majority [of our public 
singers] are perfectly fit in character and conduct to 
lead our thoughts and emotions through the narra- 
tives of the Scriptures." 

The situation is practically this: that the mission 
of music is recognised everywhere except at Exeter 
Hall, and that one of the most central and com- 
modious Concert-rooms in London is simply wasted. 
The Exeter Hall trustees stand practically alone in 
their attitude. "The churches," to quote again from 
Mr. Curwen, " have welcomed back the Oratorio to its 
birthplace; musical talent of all kinds is pressed into 
the service of religion and of social temperance and 
humane effort." Sacred music plays a prominent 
part in all mission services, whether organised by 
clergymen of the Church of England or Noncon- 
formist ministers. But the trustees think otherwise 
and it comes to this, that a tune profaned by the 
vulgarest secular associations may, if linked to sacred 
words after the manner of the Salvation Army, be 
sung in Exeter Hall, while the doors would be closed 
on an artist of as blameless a life as Jenny Lind 
were a hearing claimed for her in the "Elijah" or 
" Messiah." 

Happily signs are not wanting of a disposition to 
move with the times on the part of the trustees. 
During the past winter Organ Recitals have been held 
on Saturday evenings since Christmas, and although 
the audiences have been of modest dimensions they 
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